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Enter Bugs Bunny: Matador and Star in Bully for Bugs 
/ŶŝƐŶĞǇ ?Ɛ ? ? ? ?Laugh-O-Grams cartoon Puss in Boots ?ƚŚĞƌĞ ?ƐĂƐĐĞŶĞĂƚŚŝƌĚŽĨƚŚĞǁĂǇƚŚƌŽƵŐŚŝŶ
which the proƚĂŐŽŶŝƐƚ ?ŶĂŵĞĚƐŝŵƉůǇ ‘dŚĞŽǇ ? ? ?ĚĞƐƉŽŶĚĞŶƚĂƚƚŚĞ<ŝŶŐ ?ƐĚŝƐĂƉƉƌŽǀĂůŽĨŚŝŵĂƐĂ
match for his daughter, is persuaded by his feline friend Puss to visit the local cinema. There, they 
watch a cartoon billed  ‘RODOLPH VASELINO In THROWING THE BULL In Six Parts ?, the title of which 
unmistakably alludes to RuĚŽůƉŚsĂůĞŶƚŝŶŽ ?ƐƐƚĂƌƌŝŶŐƌŽůĞŝŶƚŚe silent version of Blood and Sand 
(1922). Here, the cartoonalising of Valentino as Vaselino and ƚŚĞǇŽƵŶŐďŽǇ ?Ɛemulation of this star 
by becoming a masked matador who ends up having to rely on hypnotic help from Puss to defeat 
the bull comically deflates ƚŚŝƐĂĐƚŽƌ ?ƐƉƌŝǀŝůĞŐĞĚƐƚĂƚƵƐĂƐŚƵŵĂŶƐƚĂƌďǇƌĞ-presenting him within a 
form (animation) traditionally regarded as the poor relation to live action cinema. As such, this 
cartoon skit of Valentino in Blood and Sand illustrates ĂŶŝŵĂƚŝŽŶ ?ƐƉĞŶĐŚĂŶƚĨŽƌ ‘import[ing] [ ?] non-
animated movie star trappings to re-ƉĞƌĨŽƌŵƚŚĞĂƌƚŝĨŝĐĞŽĨƐƚĂƌĚŽŵ ? ?ƵƐŝŶŐ ‘ƉĂƌŽĚǇĂŶĚĐƌĞĂƚŝǀĞƌĞ-
ƉĞƌĨŽƌŵĂŶĐĞƐŽĨ “ƐƚƌĂŝŐŚƚ ?ƐƚĂƌĚŽŵ ?.1 
Whilst it refrains from the sharper caricaturing of live action Hollywood stars that Crafton 
traces in Warner Bros. cartoons,2 ŝƐŶĞǇ ?Ɛ ? ? ? ?Laugh-O-Gram is nonetheless instructive in 
highlighting ĂŶŝŵĂƚŝŽŶ ?ƐĨĂƐĐŝŶĂƚŝŽŶǁŝƚŚstardom and bullfighting. However, unlike this cartoon or 
1925 ?ƐAlice the Toreador (one in a series of short films featuring child actor Virginia Davis in an 
animated world), other cartoons devoted to this subject differ in their repeated staging of such a 
spectacle around well-known animated  W not human  W personalities: Popeye, Porky Pig, Bugs Bunny, 
Goofy, Droopy, Tom and Jerry, the Pink Panther, all appear in cartoons where  W whether by intention 
or happenstance  W they don the role of matador (or, in the case of Tom and Jerry, matador and bull), 
mostly, but not always, in the bullring. But are these cartoon personalities entitled to be considered 
as stars like Valentino? Crafton notes some of the difficulties in mapping star and performance 
studies approaches onto the study of cartoon personalities. Because much of this work is predicated 
on a tension between on and off-screen ůŝǀĞƐ ?ďĞƚǁĞĞŶƉĞƌĨŽƌŵĞĚĂŶĚ “ƌĞĂů ?ŝĚĞŶƚŝƚŝĞƐ ?ƚŚŝƐĐƌĞĂƚĞƐ
ĂƉƌŽďůĞŵĚƵĞƚŽ ‘ƚŚĞƉĞĐƵůŝĂƌƐƚĂƚƵƐŽĨƚŽŽŶďŽĚŝĞƐ ?.2 As he ŽďƐĞƌǀĞƐ P ‘dŚĞǇ ?ƚŽŽŶƐ ?ĂƌĞĐŽƌƉŽƌĞĂů W 
[ ?] through embodiment, agency and proximal liveness  W yet they have no physical body, which 
short-circuits the film theory. If stars must have two bodies, one an artificial construct and one 
 “ƌĞĂů ? ?ƚŚĞŶǁĞŵƵƐƚůŽŽŬĂŐĂŝŶĂƚƚŚŽƐĞďĞůŝĞǀĞĚ-in beings, the toons ? ?3 He goes on to add that, 
 ‘ĐŚŝĞǀŝŶŐƐƚĂƌĚŽŵ ?ŝƐĐŚĂůůĞŶŐŝŶŐĨŽƌĂŶŝŵĂƚĞĚďĞŝŶŐƐƚŚĂƚĚŽŶ ?ƚŝŶŚĂďŝƚƉŚǇƐŝĐĂůďŽĚŝĞƐĂŶĚ
therefore lack the performed body/real body umbilicus that so many acting theories insist on.4 
,ĂǀŝŶŐŶŽƚĞĚƐƵĐŚĚŝĨĨŝĐƵůƚŝĞƐ ?ŚŽǁĞǀĞƌ ?ƌĂĨƚŽŶƉƌŽĐĞĞĚƐƚŽ ‘ŝŶƐŝƐƚƚŚĂƚĞƚƚǇŽop [to use his own 
case study] was a movie ƐƚĂƌ ? in her own right,5 maintaining that the gap between animated and 
human stars is perhaps less than it might appear given how both are rooted in processes of 
ĐŽŶƐƚƌƵĐƚŝŽŶĂŶĚŝůůƵƐŝŽŶ ?ƌŐƵŝŶŐƚŚĂƚ ‘dŽŽŶĂŶĚŚƵŵĂŶƐƚĂƌƐƐŚĂƌĞƚŚĞďŽŶĚŽĨďŽƚŚďĞŝŶŐŚŝŐhly 
constructed identities that develop over time, a performativity that extends beyond their acting in 
ĂŶǇƉĂƌƚŝĐƵůĂƌĨŝůŵ ?ĂŶĚƚŚĂƚ ‘ƚhe toons had off-screen lives, too, also blatantly designed and 
                                                          
1 Donald Crafton, Shadow of a Mouse: Performance, Belief and World-Making in Animation (Berkeley: 
University of California Press, 2012), p. 85.                                                                                                                                                              
2 Donald Crafton,  ‘dŚĞsŝĞǁ&ƌŽŵdĞƌŵŝƚĞdĞƌƌĂĐĞ PĂƌŝĐĂƚƵƌĞĂŶĚWĂƌŽĚǇŝŶ tĂƌŶĞƌƌŽƐ ?ŶŝŵĂƚŝŽŶ ?ŝn 
Reading the Rabbit: Explorations in Warner Bros. Animation, ed. Kevin S. Sandler (New Brunswick: Rutgers 
University Press, 1998), pp. 101-20. 
2 Crafton (2012), p. 85. 
3 Ibid. 
4 Ibid., p. 86. 
5 Ibid., p. 84. 
ĨŝĐƚŝƚŝŽƵƐ ?,6 Crafton even goes so far as to suggest thaƚ ‘ƚŚĞǁŚŽůĞĞŶƚĞƌƉƌŝƐĞŽĨŵĂŬŝŶŐƚŽŽŶƐƚĂƌƐŝƐ
inherently camp in the sense that the performers are living the lives of movie actors vicariously for 
ƚŚĞŝƌĨĂŶƐ ?.7 
If performativity, construction and camp are terms central to understanding how stardom 
operĂƚĞƐŝŶĂŶŝŵĂƚŝŽŶ ?ƚŚĞŶƚŚĞǇŵĂǇĂůƐŽŚĞůƉƚŽĞǆƉůĂŝŶƚŚĞƐŚŽƌƚĐĂƌƚŽŽŶ ?ƐƌĞĐƵƌƌŝŶŐĂƐƐŽĐŝĂƚŝŽŶ
of its stars with bullfighting. In becoming a matador, not only does the cartoon character act out a 
role (and status) typically assigned to the human star, but in participating in the bullfight this figure 
enters an arena conducive to the performance and display oĨŚŝƐ ?ĂŶĚŝƚŝƐƵƐƵĂůůǇĂ ‘ŚŝƐ ? ?ƐƚĂƌ
ĐƌĞĚĞŶƚŝĂůƐ ?dŚĂƚŽŶĞŽĨĂŶŝŵĂƚŝŽŶ ?ƐŵŽƐƚƉŽƉƵůĂƌƐƚĂƌƐĂƉƉĞĂƌs in one of the most successful 
cartoons ever staged around the bullfight is noteworthy in this respect and the rest of this article will 
be devoted to a detailed analysis of Bugs Bunny in the Warner Bros. Looney Tunes short Bully for 
Bugs (ŚĂƌůĞƐD ? ‘Chuck ? Jones, 1953). By the time this cartoon was released, Bugs Bunny was an 
established cartoon personality whose screen persona had evolved from the late 1930s, with A Wild 
Hare (&ƌĞĚ ‘Tex ? ǀĞƌǇ ? ? ? ? ? ?ǁŝĚĞůǇƌĞŐĂƌĚĞĚĂƐƚŚĞĨŝƌƐƚĐĂƌƚŽŽŶƚŽĚĞĨŝŶĞƵŐƐ ?ĐŚĂƌĂĐƚĞƌ ?ƐŝŶĐĞŝƚ
was there that  ‘DĞůůĂŶĐgave him his classic Bronx/Brooklyn accent and Tex Avery gave him his 
ƉůĂǇĨƵůůǇĂŐŐƌĞƐƐŝǀĞĂƚƚŝƚƵĚĞ ? ?8 &ŽůůŽǁŝŶŐǀĞƌǇ ?ƐĚĞƉĂƌƚƵƌĞĨƌŽŵƚŚĞƐƚƵĚŝŽŝŶ 1942,9 Bob Clampett, 
Chuck Jones and Friz Freleng, who led three different directorial units, each gave their own 
ĚŝƐƚŝŶĐƚŝǀĞŝŶĨůĞĐƚŝŽŶƚŽƚŚĞƌĂďďŝƚ ?ƐƉĞƌƐŽŶĂůŝƚǇ ?During the Second World War, a more sadistic Bugs 
Bunny  ‘ĞŵďŽĚŝĞĚƚŚĞĐŽĐŬŝŶĞƐƐŽĨƚŚĞĐŽƵŶƚƌǇǁŝƚŚŚŝƐƵŶǁŝůůŝŶŐŶĞƐƐƚŽďĂĐŬĚŽǁŶĨƌŽŵƚŚĞĞŶĞŵǇ
and his deterŵŝŶĂƚŝŽŶƚŽĚŽǁŚĂƚǁĂƐƌŝŐŚƚ ? ?10 Under the creative influence of Chuck Jones in 
particular, the postwar Bugs Bunny matured into a cartoon character who: 
ǁĂƐ ŶĞǀĞƌ  “ŵŝƐĐŚŝĞǀŽƵƐ ǁŝƚŚŽƵƚ ƌĞĂƐŽŶ ? ? ,Ğ ǁĂƐ ŶĞŝƚŚĞƌ ĂƌĞďĞů ŶŽƌ ĂŶ  “ŝŶŶŽĐĞŶƚ
ďǇƐƚĂŶĚĞƌ ? ďƵƚ ǁŚĂƚ ŚƵĐŬ :ŽŶĞƐ ĐĂůůƐ Ă  “ĐŽƵŶƚĞƌƌĞǀŽůƵƚŝŽŶĂƌǇ ? Žƌ ǁŚĂƚ >ůŽǇĚ ZŽƐĞ
ƌĞĨĞƌƐƚŽĂƐĂ “ŐĞŶƚůĞŵĂŶĂŶĂƌĐŚŝƐƚ ? ?ƵŐƐŵƵƐƚĂůǁĂǇƐďĞĂǁŝŶŶĞƌ ? ?ƐĂǇƐZŽƐĞ ? “ďƵƚĂ
ǁŝŶŶĞƌ ŝŶ Ă ĐŽŶƚĞƐƚ ŚĞ ĐůĞĂƌůǇ ǀŝĞǁƐ ĂƐ ŝĚŝŽƚŝĐ ? ? ,Ğ ŝŶƐŝƐƚƐ ŽŶ ǀŝĐƚŽƌǇ ŝĨ ǇŽƵ ŝŶƐŝƐƚ ŽŶ
war.11 
Despite these ĐŚĂŶŐĞƐƚŽƵŐƐƵŶŶǇ ?ƐƐƚĂƌƉĞƌƐŽŶĂ ?ƚŚĞƌĞĂƌĞĐĞƌƚĂŝŶĞůĞŵĞŶƚƐ W such as his 
frequent recourse to cross-dressing - that remain fairly constant, ǁŝƚŚ^ĂŶĚůĞƌĂƌŐƵŝŶŐƚŚĂƚ ‘ƵŐƐ
ƵŶŶǇ ?ƐĂďŝůŝƚǇƚŽĚŝƐŐƵŝƐĞŚŝŵƐĞůĨĂƐĞǀĞƌǇƚŚŝŶŐ ?ŝŶĐůƵĚŝŶŐ “ǁŽŵĂŶ ? ?ĂĐĐŽƵŶƚƐ for his enormous 
ƉŽƉƵůĂƌŝƚǇŽǀĞƌĨŝǀĞĚĞĐĂĚĞƐ ? ?12 This potential for gender ĨůƵŝĚŝƚǇ ?ĐŽŵďŝŶĞĚǁŝƚŚƵŐƐ ?Ɛability to 
subvert (as in all Warner Bros. chase narratives) the predator vs. prey hierarchy through his status as 
a (working-class) underdog of the forest world who invariably gets the better of his gullible hunter, 
endows his wise-cracking screen persona with an anarchic quality that is fundamental to his 
stardom. 
On moving onto Bully for Bugs, then, our twofold aim will be to consider how this popular 
cartoon  W in which Bugs Bunny accidentally winds up in a bullfighting ring only to be incited to play 
the part of matador  W ĂĐƚƐĂƐĂƐƚĂƌǀĞŚŝĐůĞĨŽƌƚŚŝƐĐŚĂƌĂĐƚĞƌ ?ĂŶĚ ?ĐŽŶǀĞƌƐĞůǇ ?ŚŽǁƵŐƐƵŶŶǇ ?Ɛ
screen persona (with its potential for disruption) in turn impacts on ƚŚŝƐĂŶŝŵĂƚĞĚƐŚŽƌƚ ?Ɛ
presentation of bullfighting. In the process, we will address the following questions arising from this: 
                                                          
6 Ibid., p. 87. 
7 Ibid., p. 92. 
8 Barry WƵƚƚĞƌŵĂŶ ? ‘^ŚŽƌƚƌŝƚŝĐĂů,ŝƐƚŽƌǇŽĨtĂƌŶĞƌƌŽƐ ?ĂƌƚŽŽŶƐ ?ŝŶReading the Rabbit, pp. 29-37 (p. 32). 
9 Ibid. 
10 <ĞǀŝŶ^ ?^ĂŶĚůĞƌ ? ‘/ŶƚƌŽĚƵĐƚŝŽŶ P>ŽŽŶĞǇdƵŶĞƐĂŶĚDĞƌƌǇDĞƚŽŶǇŵƐ ?ŝŶReading the Rabbit, pp. 1-28 (p. 7). 
11 Ibid., p. 7-8. 
12 Sandler,  ‘'ĞŶĚĞƌĞĚǀĂƐŝŽŶ PƵŐƐƵŶŶǇŝŶƌĂŐ ?ŝŶReading the Rabbit, pp. 154-71 (p. 171). 
Do the specific conditions of the bullfight prompt any significant adjustments or negotiations with 
regard to ƵŐƐ ?ƐƐĐƌĞĞŶŝĚĞŶƚŝƚǇ? ,ŽǁĚŽĞƐƚŚĞĐĂƌƚŽŽŶ ?ƐƐƚĂƚƵƐĂƐĂƐƚĂƌǀĞŚŝĐůĞĨŽƌƵŐƐƵŶǇ
ĂĨĨĞĐƚƚŚĞĨŝůŵ ?ƐĚĞƉŝĐƚŝŽŶŽĨďŽƚŚďƵůůĂŶĚŚƵŵĂŶŵĂƚĂĚŽƌ ?Considering the oft-quoted anecdote 
that Bully for Bugs ǁĂƐŵŽƚŝǀĂƚĞĚďǇƚŚĞĂŶŝŵĂƚŽƌƐ ?ƌĞĨƵƐĂůƚŽĂĐĐĞƉƚƚŚĞir producer Eddie Selzer ?Ɛ
ĚŝĐƚƵŵŶŽƚƚŽŵĂŬĞ ‘any ƉŝĐƚƵƌĞƐĂďŽƵƚďƵůůĨŝŐŚƚŝŶŐ ? ?ŽŶƚŚĞďĂƐŝƐƚŚĂƚ ‘ƚŚĞƌĞ ?ƐŶŽthing funny about 
ďƵůůĨŝŐŚƚƐ ? ? ?13 to what extent does this ĐĂƌƚŽŽŶ ?Ɛ non-realist properties (as a work of animation) 
sanction greater freedom from the realities of bullfighting? And, finally, how is the dramatic sphere 
of the bullfighting ring inflected in this cartoon, where, in the absence of the wider storyline and 
romance plot associated with seminal bullfighting movies like Blood and Sand, it becomes the 
exclusive focus of interest and a fictional arena ĨŽƌƵŐƐƵŶŶǇ ?ƐƐƚĂƌƌŝŶŐƉĞƌĨŽƌŵĂŶĐĞ? 
 
Enter the Arena: Bullfighting as a Star Vehicle 
The opening image of Bully for Bugs  W a wide shot of the arena from above, as the matador 
approaches its centre  W establishes the two traits of the bullring which have made it an ideal venue 
for exhibiting the antics of countless cartoon stars: its clearly visible boundaries mark it as an 
enclosed space, and the presence of the pacing torero and the cheering crowd mark it as a site of 
performance. Each of these attributes is key to the way Bugs and his cumulative star persona are 
depicted in the film, and their impact is particularly felt in the way that the rabbit is positioned as a 
disruptive force in relation to the institution of bullfighting. Firstly, the limited space that the bullring 
affords to its cartoon combatants offers a suitably minimalist setting to showcase the repetitive 
back-and-forth attacks that comprise the narrative of the typical chase cartoon. In his extended 
ĚĞĨŝŶŝƚŝŽŶŽĨƚŚĞĐŚĂƐĞĐĂƌƚŽŽŶ ?EŽƌŵĂŶ<ůĞŝŶŽĨƚĞŶĞŵƉŚĂƐŝƐĞƐƚŚĞŐĞŶƌĞ ?ƐƐŝŵƉůŝĐŝƚǇ ?,ĞŝĚĞŶƚŝĨŝĞƐ
the emergence of the form in the late 1930s as a trend towards  ‘ “ĂŶƚŝ-ƐƚŽƌǇ ? ?ĂƌĞĂĐƚŝŽŶĂŐĂŝŶƐƚ
ĐĂƌƚŽŽŶŵĞůŽĚƌĂŵĂ ?,14 and reduces its story to  ‘ƚŚĞĐŽůůŝƐŝŽŶŽĨŝŵƉƌŽďĂďŝůŝƚŝĞƐŵĞĞƚŝŶŐŽŶĂĨŝĞůĚ
ǁŚĞƌĞŽŶůǇŐƌĞĞĚĂŶĚŝŶǀĂƐŝŽŶŽƉĞƌĂƚĞ ?.15 dŚŝƐ ‘ĨŝĞůĚ ?ĐĂŶƚĂŬĞƚŚĞĨŽƌŵŽĨƚŚĞĚĞƐĞƌƚ ?ƚŚĞǁŽŽĚƐ ?Žƌ
a domestic living rooŵ ?ǁŚŝůĞƚŚĞ ‘ŐƌĞĞĚ ?ŵŽƐƚŽĨƚĞŶŵĂŶŝĨĞƐƚƐĂƐƚŚĞŚƵŶŐĞƌŽĨĂƉƌĞĚĂƚŽƌ ?ǁŚŽ
 ‘ŝŶǀĂĚĞƐ ?ƚŚĞŚŽŵĞŽƌŚĂďŝƚĂƚŽĨƚŚĞƉƌĞy. In the late 1940s, leading up to Bully for Bugs ?ĐƌĞĂƚŝŽŶ ?
<ůĞŝŶŝĚĞŶƚŝĨŝĞƐĂŵŽǀĞŵĞŶƚƚŽǁĂƌĚƐ ‘ĂŵŽƌĞĞƉŝĐǀĂƌŝĂŶƚŽĨƚŚĞĞĂƌůŝĞƌĐŚĂƐĞ ?more simplified, even 
ŵŽƌĞƐƚƌŝƉƉĞĚĚŽǁŶ ?ŝŶƐŽŵĞĐĂƐĞƐƉĂƐƚƚŚĞŐĞĂƌƐ ? ?16 with which he credits Chuck Jones (as well as 
Tex Avery).  
/Ŷ:ŽŶĞƐ ?ǁŽƌŬƚŚŝƐĚĞĚŝĐĂƚŝŽŶƚŽŵŝŶŝŵĂůŝƐŵŝƐďĞƐƚĞǆĞŵƉůŝĨŝĞĚďǇƚŚĞŽǇŽƚĞĂŶĚZŽĂĚ
ZƵŶŶĞƌƐŚŽƌƚƐ ?ďĞŐŝŶŶŝŶŐǁŝƚŚ ? ? ? ? ?s Fast and Furry-ous, in all of which the action revolves entirely 
ĂƌŽƵŶĚƚŚĞƉƌĞĚĂƚŽƌĐŚĂƐŝŶŐŚŝƐƉƌĞǇƚŚƌŽƵŐŚƚŚĞĚĞƐĞƌƚǁŝƚŚƚŚĞŚĞůƉŽĨǀĂƌŝŽƵƐ ‘D ?
contraptions, which inevitably backfire. Jones later revealed a list of rules  W  ‘EŽŽƵƚƐŝĚĞĨŽƌĐĞĐĂŶ 
ŚĂƌŵƚŚĞŽǇŽƚĞ ? ? ‘EŽĚŝĂůŽŐƵĞĞǀĞƌ ? ? ‘dŚĞZŽĂĚZƵŶŶĞƌŵƵƐƚƐƚĂǇŽŶƚŚĞƌŽĂĚ ? Wdesigned to limit 
the scope of the action in order to inspire and enhance the comedy.17 Although some, including 
                                                          
13 Chuck Jones quoted in Chuck Jones Conversations, ed. by Maureen Furniss (Jackson: University Press of 
Mississippi, 2005), p. 140. 
14 Norman M. Klein, Seven Minutes: The Life and Death of the American Animated Cartoon (London: Verso, 
1996), p. 162. 
15 Ibid., p. 164. 
16 Ibid., p. 178. 
17 Chuck Jones, Chuck Amuck: The Life and Times of an Animated Cartoonist (London: Simon & Schuster, 1989), 
pp. 224-225. 
writer Mike Maltese, have claimed that these rules are apocryphal,18 they nonetheless accurately 
ĚĞƐĐƌŝďĞƚŚĞůŝŵŝƚĂƚŝŽŶƐŽĨƚŚĞĐĂƌƚŽŽŶƐĂŶĚƉƌŽǀŝĚĞĂŶŝŶƐŝŐŚƚŝŶƚŽ:ŽŶĞƐ ?ĂƉƉĂƌĞŶƚĚĞƐŝƌĞƚŽůŽĐĂƚĞ
his chases in as austere a context as possible. Bully is another example of this push for further 
ƐŝŵƉůŝĨŝĐĂƚŝŽŶ ?ŝŶƚŚĂƚŝƚƌĞŵŽǀĞƐ ‘ŐƌĞĞĚ ?ĨƌŽŵƚŚĞĞƋƵĂƚŝŽŶ ?ƵŐƐŚĂƐ ‘ŝŶǀĂĚĞĚ ?ƚŚĞƐƉĂĐĞŽĨƚŚĞ
bullring, yes, but neither he nor the bull desire anything from one another: they fight simply because 
that is, as the audience is likely aware, what a brave bull is bred to do in this context. The bullfight 
scenario is familiar enough in the anglosphere that the conflict requires no detailed explanation; the 
hostility between matador and bull is as self-evident as that between cat and mouse, or hunter and 
rabbit, an ideal set-up for a seven-minute cartoon. The arena, as an enclosed, largely empty space, is 
one of the most stripped-back settings in which Bugs has ever done battle. The film ?ƐĨŽĐƵƐŝƐ
therefore exclusiǀĞůǇŽŶǁŚĂƚ<ůĞŝŶŝĚĞŶƚŝĨŝĞƐĂƐƚŚĞĐŽƌĞŽĨƚŚĞĐŚĂƐĞĐĂƌƚŽŽŶ ? ‘ƚǁŽƚŚŝŶŬŝŶŐ
adversaries taking turns  W ƐĐŚĞŵŝŶŐ ?ĚƌĞĂŵŝŶŐ ?ŵŝǆŝŶŐŐƌĞĞĚ ?ŶĂŝǀĞƚǇ ?ƐĂĚŝƐŵ ?ĂŶĚƌĞǀĞŶŐĞ ? ?19 with 
minimal plot, set-up, set-dressing or outside forces to obstruct the back-and-forth exchange around 
which the comedy is built. 
 
 
The seemingly closed system of the arena also serves, by the very fact of its permeability, as 
ĂƐǇŵďŽůŝĐĐĂŶǀĂƐƵƉŽŶǁŚŝĐŚƵŐƐĐĂŶǁƌĞĂŬĂŶĂƌĐŚǇ ?tŚŝůĞ: ?W ?dĞůŽƚƚĞĐŽƌƌĞĐƚůǇŶŽƚĞƐƚŚĂƚ ‘ŝƚƐ
formal entranĐĞƐĂŶĚĞǆŝƚƐĂƌĞƵƐĞĚƚŽƐƚƌƵĐƚƵƌĞƚŚĞĂĐƚŝŽŶ ? ?20 ƌĞĨĞƌƌŝŶŐƚŽƚŚĞĨĂĐƚƚŚĂƚĂĐŚĂƌĂĐƚĞƌ ?Ɛ
position inside or outside of the space is used as a marker of status throughout the short, its 
informal access points are more important in this regard, as the rabbit both enters and exits the 
stadium via unconventional means before he ever uses its purpose-built door. In particular, the 
rabbit-hole through which Bugs enters both the ring and the film, a method of transportation 
synonymous with the character, is used here to signify his incursion into a culture and an institution 
to which he does not belong. ĐĐŽƌĚŝŶŐƚŽŚƵĐŬ:ŽŶĞƐ ?ŽŶĞ ‘ŝŵƉŽƌƚĂŶƚƌƵůĞ ?ŽĨƵŐƐƵŶŶǇ
ĐĂƌƚŽŽŶƐ ?ǁĂƐƚŚĂƚǁĞĂůǁĂǇƐƐƚĂƌƚĞĚŚŝŵŽƵƚŝŶĂŶĞŶǀŝƌŽŶŵĞŶƚŶĂƚƵƌĂůĨŽƌĂƌĂďďŝƚ ? ?21 Bully for 
Bugs ?ƐĞƚƚŝŶŐ ?ŝŶĂďƵůůƌŝŶŐĨĂƌĂǁĂǇĨƌŽŵƵŐƐ ?ǁŽŽĚůĂŶĚŚĂďŝƚĂƚ ?ƐĞĞŵƐƚŽƌĞŶĚĞƌƚŚŝƐŝŵƉŽƐƐŝďůĞ, 
but the cartoon deftly conforms by having the rabbit mistakenly burrow his way into the arena and 
appear out of his usual rabbit-hole. While some cartoon stars, like Droopy and the Pink Panther22, 
                                                          
18 Mike Maltese, interviewed by Michael Barrier in the commentary for Fast and Furry-ous (1949) on the 
Looney Tunes Golden Collection Vol. 1 DVD (2003).  
19 Klein, p. 167. 
20 J.P. Telotte, Animating Space: From Mickey to WALL-E (Lexington: University Press of Kentucky, 2010), p. 
172. 
21 Jones, quoted in Furniss (ed.), p. 125. 
22 Señor Droopy (1949); Bully For Pink (1965). 
begin their onscreen adventures in the bullring employed as matadors, the majority  W Popeye, Goofy 
and Porky, to name a few23  W are outsiders, entering into the bullfight either by accident or for 
personal gain, and bringing with them their unique style of humour and mayhem. ƵŐƐ ?ƉĞŶĞƚƌĂƚŝŽŶ
of the enclosed arena through his ubiquitous tunnel is the quintessential example of the cartoon 
ƐƚĂƌ ?ƐĞŶĐƌŽĂĐŚŵĞŶƚŽŶƚŽĂĨŽƌĞŝŐŶŝŶƐƚŝƚƵƚŝŽŶƌŝƉĞĨŽƌƉĂƌŽĚǇand subversion, with the rabbit-hole 
ĂƉƉĞĂƌŝŶŐĂůŽŶŐƐŝĚĞŚŝŵŝŶĂůŵŽƐƚĂůůŽĨŚŝƐŵŝƐĂĚǀĞŶƚƵƌĞƐĂƐ ?ŝŶdĞůŽƚƚĞ ?ƐǁŽƌĚƐ ? ‘ĂŶƵŶĚĞƌŐƌŽƵŶĚ
ĐŽŶƐƚƌƵĐƚƚŚĂƚĐĂŶƚƌĂŶƐĨŽƌŵĂŶǇƉůĂĐĞƚŚĂƚŚĞƐƵƌĨĂĐĞƐŝŶƚŽĂƐĞƚĨŽƌĐŽŵŝĐĂĐƚŝŽŶ ? ?24 In this way, the 
discrete and conventional image of the bullring that greets audiences in the establishing shot is 
quickly and clearly undermined by the incursion of the tunnel, its slow emergence lingered upon 
ĂĐƌŽƐƐƚǁŽƐĞƉĂƌĂƚĞƐŚŽƚƐ ?dŚŝƐŝƐǁŚĂƚƌŝĐ^ĂǀŽǇ ?ŝŶĂƐƵƌǀĞǇŽĨƵŐƐ ?ǀĂƌŝŽƵƐŽŶƐĐƌĞĞŶĞŶtrances, 
ƌĞĨĞƌƐƚŽĂƐ ‘the elaborate ritual of the hole as tunnel ? ?ŝŶǁŚŝĐŚ ‘the panoramic gaze of the camera 
 ? ? ? prolongs our pleasure of ĞǆƉĞĐƚĂƚŝŽŶ ? ?25 Here, as in many Bugs cartoons, the suspense is broken 
with the bathetic image of the rabbit, visibly lost and oblivious to the action around him, wondering 
ĂůŽƵĚǁŚĞƚŚĞƌŚĞŵĂĚĞƚŚĞǁƌŽŶŐƚƵƌŶĂƚ ‘ůďĞƌ-koik-ĞĞ ? ?/ƚŝƐŚŝƐŐĞŶŝĂůŽďůŝǀŝŽƵƐŶĞƐƐ ?ĂŵĂƌŬŽĨŚŝƐ
outsider status, which is his undoing, as he is accosted by the bull while asking the terrified toreador 
for directions. After a brief altercation, the bull catapults him from the arena (an extremely common 
occurrence in bullfighting cartoons), causing him to leave the space in as unconventional a manner 
as he entered it. In just over a minute of screen-time, Bugs twice transgresses the once-stringent 
established boundaries of the arena, foreshadowing his dismantlement of the rituals of the sport. 
 
  
 
After being launched beyond its boundaries, Bugs eventually ŵĂŬĞƐƵƐĞŽĨƚŚĞĂƌĞŶĂ ?Ɛ
formal entrance, and in doing so signals the beginning of his engagement with the ring as a 
performative space. Upon declaring, in mid-air, ƚŚĂƚ ‘ƚŚŝƐŵĞĂŶƐǁĂƌ ?, the rabbit is evidently 
determined to take on the bull within the set parameters of the sport; he re-emerges from a large 
ĚŽŽƌŵĂƌŬĞĚ ‘ƵĂĚƌŝůůĂƐ ? ?dressed as a matador and with cape in hand, to the sound of a fanfare and 
audience cheers. Never mind that his observation of the formalities of bullfighting is short-lived (his 
cape conceals an anvil, that most archetypal of cartoon weapons, as the bull finds out to his cost); 
ƵŐƐ ?ƐĞĐŽŶĚĞŶƚƌĂŶĐĞ ?ĚĞůŝďĞƌĂƚĞĂŶĚĐĂůĐƵůĂƚĞĚ ?ŝƐĂƐƚĂƚĞŵĞŶƚŽĨŚŝƐŝŶƚĞŶƚƚŽƐƵďǀĞƌƚƚŚĞƌŽůĞŽĨ
the matador by inhabiting it. From the moment of his re-entry, the power balance has utterly shifted 
and, owing to the status of the arena as a performative space, it has done so in a way which 
ƉƌŝǀŝůĞŐĞƐƵŐƐ ?ƐƚĂƌƋƵĂůŝƚŝĞƐ ?In a performative space like the bullring, stardom equals power. The 
battle between the bull and the matador, and later, of course, Bugs, is a battle for control of the 
                                                          
23 Bulldozing the Bull (1938); For Whom the Bulls Toil (1953); The Timid Toreador (1940). 
24 Telotte, p. 171. 
25 ƌŝĐ^ĂǀŽǇ ? ‘dŚĞ^ŝŐŶŝĨǇŝŶŐZĂďďŝƚ ? ?Narrative, Vol. 3, No. 2 (May, 1995), 188-209. p. 196. 
audience and of the arena; to be successful is to be cheered, and to fail is to be ejected from the 
space. To begin with, the bull enters with much cheering and fanfare, more than the matador is 
afforded, and claims victory when his cowardly opponent climbs over the side of the ring and into 
ƚŚĞĐƌŽǁĚ ?^ŝŵŝůĂƌůǇ ?ƚŚĞďƵůů ?ƐŵŽƐƚĞŵďĂƌƌĂƐƐŝŶŐĚĞĨĞĂƚĐŽŵĞƐǁŚĞŶƵŐƐƚƌŝĐŬƐŚŝŵŝŶƚŽƌƵŶŶŝŶŐ
out of the arena and into the hills, and both Bugs and the bull are at various times sent crashing 
through the arena walls. Meanwhile, victory for either competitor is lauded with cheers and the 
throwing of flowers. The film tends to linger on these latter moments, giving the fighters time to 
bow and revel in the applaƵƐĞ ?ƵŐƐĞǀĞŶƉĂƵƐĞƐƚŽƐŵĞůůĂĨůŽǁĞƌ ?ǁŝƚŚĂƐŵƵŐƐŝŐŚŽĨ ‘Ś ?ŵĞ
ƉƵďůŝĐ ? ? ? It is clear that the adulation of the crowd is as coveted here as success in battle. 
/ĨƐƚĂƌĚŽŵĞƋƵĂůƐƉŽǁĞƌ ?ƚŚĞŶ ?ŝƚƐƚĂŶĚƐƚŽƌĞĂƐŽŶƚŚĂƚƚŚĞĂƐƐĞƚƐǁŚŝĐŚŚĂǀĞůĞĚƚŽƵŐƐ ? 
cartoon stardom also lead to his victory in the ring, in a very literal way. As Paul Wells notes, cartoon 
ĐŚĂƌĂĐƚĞƌƐĂƌĞ ‘ƐƵƐƚĂŝŶĞĚŝŶƚŚĞŝƌƐƚĂƚƵƐĂƐƐŝŐŶŝĨŝĞƌƐ ?ŵŽǀŝŶŐƉŚĞŶŽŵĞŶĂĂŶĚƐǇŵďŽůŝĐĐŝƉŚĞƌƐĨŽƌ
ĚŽŵŝŶĂŶƚĂŶĚƌĞƉĞĂƚŝŶŐĐŚĂƌĂĐƚĞƌŝƐƚŝĐƐ ? ?ĂŶĚƚŚĞƌĞĨŽƌĞ ‘ĞĨĨĞĐƚŝǀĞůǇďĞĐŽŵĞ ‘ƚǇƉĞƐ ?ǁŚŽŵƵƐƚ
thereafter be adapted to the choreographies of their cartoons, and most explicitly so the case of 
ƐƉŽƌƚŝŶŐƉƌĂĐƚŝĐĞƐ ? ?26 However, when it comes to a sport  W or perhaps, more appropriately, a 
spectacle  W as focussed ŽŶƌŝƚƵĂů ?ŶĂƌƌĂƚŝǀĞĂŶĚĂĞƐƚŚĞƚŝĐƐĂƐďƵůůĨŝŐŚƚŝŶŐ ?ŽŶůǇŵŝŶŝŵĂů ‘ĂĚĂƉƚĂƚŝŽŶ ?ŝƐ
ƌĞƋƵŝƌĞĚƚŽƚƌĂŶƐƉůĂŶƚƵŐƐŝŶƚŽƚŚĞŶĞǁƐĐĞŶĂƌŝŽ ?ŚŝƐƉĞƌĨŽƌŵĂŶĐĞĂƐĂ ‘ƚŽŽŶĂŶĚŚŝƐƉĞƌĨŽƌŵĂŶĐĞ
as a matador are inextricably entwined. The audience cheers each time he outwits the bull, and thus 
his cunning, wiles and charisma have very tangible benefits in and of themselves: in addition to 
allowing him to physically defeat his opponent, they also help him to win the crowd. His antics, while 
always in a sense a performance for the real-life viewers, are here simultaneously a performance 
ĚŝƌĞĐƚĞĚƚŽǁĂƌĚƐƚŚĞĚŝĞŐĞƚŝĐĂƵĚŝĞŶĐĞ ?ĂŶĚƚŚĞƚǁŽŐƌŽƵƉƐ ?ƌĞĂĐƚŝŽŶƐ(theoretically) run parallel to 
one another. In this way, the bullring is the perfect venue for Bugs to display the attributes which 
ŵĂŬĞŚŝŵĂƐƚĂƌ ?ƉĞƌŚĂƉƐĞǆƉůĂŝŶŝŶŐǁŚǇŚƵĐŬ:ŽŶĞƐŵŝŐŚƚĐŽŶƐŝĚĞƌŝƚƚŽďĞ ‘ƚŚĞƵůƚŝŵĂƚĞƵŐƐ
ƵŶŶǇĨŝůŵ ? ?27  
 
  
 
Bugs and the Bullfight: Masculinity and Morality 
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1994), p. 55. 
To return briefly to Bully for Bugs ?ƵƐĞŽĨƚŚĞƐƉĂĐĞŽĨƚŚĞďƵůůƌŝŶŐ ?ŝƚƐŚŽƵůd go without 
ƐĂǇŝŶŐƚŚĂƚƚŚĞĨƌĞƋƵĞŶƚƚƌĂŶƐŐƌĞƐƐŝŽŶŽĨƚŚĞĂƌĞŶĂ ?ƐĞƐƚĂďůŝƐŚĞĚďŽƵŶĚĂƌŝĞƐŝƐŝŶĚĞĨŝĂŶĐĞŽĨƚŚĞ
rituals of the art, ĂŬĞǇƉƌĞŵŝƐĞŽĨǁŚŝĐŚŝƐƚŚĂƚƚŚĞďƵůůŝƚƐĞůĨ ‘ŝƐƉŚǇƐŝĐĂůůǇĐŽŶƚĂŝŶĞĚ ?[ ?] unable to 
escape  W something it might well want to do  W and it is therefore forced to defend itself  W something 
ŝƚĚŽĞƐďǇĂƚƚĂĐŬŝŶŐƚŚŽƐĞǁŚŽĂƚƚĞŵƉƚƚŽĞŶŐĂŐĞŝƚ ?.28 ƐdĞůŽƚƚĞŶŽƚĞƐ ? ‘ƚhese repeated movements 
around, through, and outside the ring obviously send up the formal action of bullfighting, [at the 
same time] ĞŵƉŚĂƐŝǌŝŶŐƚŚĞŶĂƚƵƌĞŽĨƚŚĞ “ƐĞƚ ? ?ƚŚĞĂƌƚŝĨŝĐĞŽĨƚŚŝƐƌĞĂůŝƚǇ ?.29 The bullfight is itself, in 
ŚŝƐǁŽƌĚƐ ? ‘ĂƐƚǇůŝǌĞĚƉĞƌĨŽƌŵĂŶĐĞŽĨƌĞĂůŝƚǇ ? ?30 an artistic display with its own diegesis, narrative, and 
dramatis personae, which Bugs necessarily disrupts by the very fact of his presence. Just as when he 
inserts himself into the opera, the baseball game, and the gangster film,31 the highly ritualised 
conventions of the format are warped around his persona, finding themselves deconstructed by his 
mischievous influence, and reconstructed to accommodate his particular characteristics and 
narrative role. In this case, the main disruptive effects of his appearance are the subversion of the 
ŵĂƚĂĚŽƌ ?ƐƌŽůĞĂŶĚƚŚĞŵŽƌĂůƌĞĂůŝŐŶŵĞŶƚŽĨďŽƚŚďƵůůĂŶĚ bullfighter. 
With regards to the role of the matador, ƵŐƐ ?ƐƵďǀĞƌƐŝǀĞŝŶĨůƵĞŶĐĞŝƐĨĞůƚĞǀĞŶďĞĨŽƌĞŚĞ
enters the film. Introduced in the centre of the ring and with an arch, pompous expression, the 
ďƵůůĨŝŐŚƚĞƌ ?ƐĐĞŶƚƌĂůƚƌĂŝƚƐĂƌĞ ?ŝƚŝƐƐƵŐŐĞƐƚĞĚ ?ĂĚĞft command of the cheering crowd and an earnest 
approach to his art, touching on arrogance. :ŽŶĞƐĐůĂŝŵƐƚŚĂƚƚŚĞĐŚĂƌĂĐƚĞƌ ?ƐĂƉƉĞĂƌĂŶĐĞŝƐŝŶƐƉŝƌĞĚ
by iconic matador Juan Belmonte,32 but instead of confronting the bull with the deftness that that 
would imply, he flees in terror, and is reduced to a cowering wreck as the animal pursues him 
around the arena. The abrasive emasculation of the noble bullfighter, cast in the image of one of the 
ĂƌƚĨŽƌŵ ?ƐŵŽƐƚĨĂŵŽƵƐƐƚĂƌƐ ?ŝƐƚŚĞĨŝƌƐƚƐŚŽƚĨŝƌĞĚŝŶ ƚŚĞďĂƚƚůĞďetween the integrity of the ritual 
and the pervasive burlesque of the Bugs cartoon. To add further insult, when the rabbit finally 
ĞŵĞƌŐĞƐ ?ŚĞĚŽĞƐŶ ?ƚƐĞĞŵƚŽƌĞĐŽŐŶŝƐĞƚŚĞƐŝŐŶŝĨŝĐĂŶĐĞŽĨŚŝƐƐƵƌƌŽƵŶĚŝŶŐƐ ?ƌĞĨƵƐŝŶŐƚŽĂĐŬŶŽǁůĞĚŐĞ
either the threat posed by the bull or the elevated status of the matador. He wanders through the 
arena obliviously, like the lost tourist he apparently is, referring to the terrified toreador ĂƐ ‘ƚŚŝƐŐĞŶƚ
ŝŶƚŚĞĨĂŶĐǇŬŶŝĐŬĞƌďŽĐŬĞƌƐ ? ?ĂŶĚƉĂƵƐŝŶŐŶŽƚƚŽŚĞůƉŚŝŵ but to ask him fŽƌĚŝƌĞĐƚŝŽŶƐƚŽ ‘ƚŚĞ
Coachella sĂůůĞǇ ?ĂŶĚƚŚĞďŝŐĐĂƌƌŽƚĨĞƐƚŝǀĂůƚŚĞƌĞŝŶ ? ?dŚŝƐƐŚŽƵůĚďĞƐĞĞŶĂƐĂŶĂŐŐƌĞƐƐŝǀĞ ?ƌĂƚŚĞƌ
ƚŚĂŶƉĂƐƐŝǀĞ ?ĂĐƚ PďǇůŽƵĚůǇŝŐŶŽƌŝŶŐƚŚĞďƵůůĨŝŐŚƚĞƌ ?ƐƉŽƐŝƚŝŽŶĂŶĚƉůŝŐŚƚ W and doing so in front of a 
baying crowd, no less  W Bugs actively diminishes his status, effectively removing him from the star-
ĐĞŶƚƌŝĐĞĐŽƐǇƐƚĞŵŽĨƚŚĞĂƌĞŶĂĂŶĚƉƌĞĐŝƉŝƚĂƚŝŶŐƚŚĞƌĂďďŝƚ ?ƐĂƐƐƵŵƉƚŝŽŶŽĨŚŝƐƌŽůĞ ? 
                                                          
28 Garry MĂƌǀŝŶ ? ‘KŶĞŝŶŐ,ƵŵĂŶŝŶƚŚĞƵůůĨŝŐŚƚ ?ŝŶThe Animals Reader: The Essential Classic and 
Contemporary Writings, ed. by Linda Kalof and Amy Fitzgerald (Oxford and New York: Berg, 2007), pp. 197-208 
(p. 200).  
29 Telotte, p. 172. 
30 Ibid. 
31 tŚĂƚ ?ƐKƉĞƌĂ ?ŽĐ ? (1954); Baseball Bugs (1946); Bugs and Thugs (1954). 
32 Jones, quoted in Furniss (ed.), p. 100. 
  ^ƵĐŚ ‘ƌŽůĞƉůĂǇ ?ŝƐŽŶĞŽĨƵŐƐ ?ŵŽƐƚĐŽŵŵŽŶƌĞĐŽƵƌƐĞƐŝŶŚŝƐĞĨĨŽƌƚƚŽŽƵƚǁŝƚŚŝƐĞŶĞŵŝĞƐ ?
whether disguising himself as an attractive female to disarm his male opponents, or as something 
completely incongruous as part of a bizarre distraction. Often, as in this case, he adopts the 
appropriate iconography of the situation in which he has found himself in order to subvert its 
customs from within. Crucially, however, his star persona persists, and indeed this fluidity and 
ĂĚĂƉƚĂďŝůŝƚǇŝƐĂŬĞǇƉĂƌƚŽĨƚŚĂƚƉĞƌƐŽŶĂŝƚƐĞůĨ ?^ĂŵďĞůŝĚĞŶƚŝĨŝĞƐƚŚŝƐĂƐĂŶĂƐƉĞĐƚŽĨƚŚĞƌĂďďŝƚ ?Ɛ
ƐŝŐŶĂƚƵƌĞ ‘ĐĂŵƉ ? ?ŶŽƚŝŶŐƚŚĂƚ ‘ďy slipping in and out of a variety of roles  ? ? ?Bugs becomes the critic, 
the rebel, at once in and out of the social norm. He manipulates identity as a weapon, defiant of the 
social expectation of identity stability ?.33 Here, he is both toreador and manic trickster, immersing 
himself in the customs of the bullfight but refusing to play by its rules. In contributing to the 
emasculation of the matador and subsequently not only inhabiting his role, but investing it with his 
trademark camp ebullience, Bugs ridicules the earnestness of the entire institution. Included in this 
is the dignity of the bull, who unlike the matador is afforded an exaggerated masculinity, and 
allowed to retain it for the duration of the conflict. Although he is introduced as a wild, thrashing 
animal with few overt signifiers of human gender, as the gleefully anthropomorphic Bugs emerges as 
his primary foe he too begins to take on human traits. Specifically, he displays the arrogance and 
showmanship of a champion boxer: he threatens the rabbit as much with his bulging biceps and 
clenched  ‘fists ? as with his horns, and he celebrates victory by standing and bowing, sporting a smug 
expression. Though he clings to his dignity, masculinity and courage throughout the film, Bugs 
repeatedly degrades him by drawing him into his camp displays, engaging the dazed bull in a 
humiliating dance routine, and casually demeaning him with patronising slaps to the face. In addition 
to subjecting an ostensibly brave animal, the respected icon of the corrida, to extreme ridicule, these 
routines are thoroughly disruptive of the established ritual of the sport. Not once does Bugs exhibit 
any recognisable bullfighting techniques, instead queering and otherwise subverting the institution 
of bullfighting each time he breaks into dance, utilises inappropriate weaponry, or shifts into an 
incongruous outfit, such as the comically large sombrero he adopts midway through the fight. 
Indeed, Abel writes that for Bugs, particularly in his moƌĞ ‘ĐĂŵƉ ?ŝƚĞƌĂƚŝŽŶƐ ? ‘ƚƌŝƵŵƉŚƌĞƐƵůƚƐĨƌŽŵĂ
ĐŽŵƉůĞƚĞƵƐƵƌƉĂƚŝŽŶŽĨƉŽǁĞƌ ? ?34 ĐĞŶƚƌĂůƚŽƵŐƐ ?ƉĞƌƐŽŶĂĂƐĂƐƚĂƌŝƐƚŚĞƐǇƐƚĞŵĂƚŝĐdeconstruction 
of the institutions which he finds himself faced with. Although his entrance into the ring may have 
been an accident, the emasculation and usurpation of the matador, the humiliation of the bull, and 
                                                          
33 ^ĂŵďĞů ? ‘dŚĞZĂďďŝƚ/ŶƌĂŐ PCamp and Gender Construction in the American Animated Cartoon ? ?Journal 
of Popular Culture, vol. 29, issue 3, 1995, 183-202 (p. 193). 
34 Ibid., p. 192. 
the consistent disregard of the rules and boundaries of the fight are very deliberate steps toward 
this goal. 
  
 
 Bugs and Warner Bros. further disrupt the bullfighting tradition by complicating  W or 
uncomplicating  W its moral configuration, restructuring the conflict between bull and matador to fit 
the standard template of a Bugs short. In a real bullfight, while the bull is absolutely aggressive and 
dangerous, the audience is always on some level aware that it has been trained for the purpose of 
the fight, and that the actions of the toreadors are often designed to agitate it. Thus, the question of 
who is the ultimate aggressor in this situation is a complex one, if not irrelevant to many of the 
ƉĞƌĨŽƌŵĂŶĐĞ ?ƐƐƉĞĐƚĂƚŽƌƐ ?ŚƵĐŬ:ŽŶĞƐŚŝŵƐĞůĨĞůƵĐŝĚĂƚĞƐƚŚŝƐĐŽŵƉůĞǆŝƚǇǁŚĞŶƌĞĐĂůůŝŶŐĂƌĞƐĞĂƌĐŚ
trip to a Mexican bullfight: 
I went down here prepared to defend the bull, until I saw this matador standing out 
ƚŚĞƌĞ Ăůů ďǇ ŚŝŵƐĞůĨ ? ŚĞ ?Ɛ ĂďŽƵƚ  ? Ĩƚ ?  ? ? ĂŶĚ ŵĂǇďĞ ǁĞŝŐŚĞĚ  ? ? ? ůďƐ ? ĂŶĚ ƚŚŝƐ ƚŚŝŶŐ
ŽƉĞŶĞĚƵƉĂŶĚƚŚŝƐ ? ? ? ? ?ůďƐĂŶŝŵĂůĐĂŵĞĐŚĂƌŐŝŶŐŽƵƚ ? ? ?/ƚŚĂĚƚŚĞƐĞƐƉŝŬĞƐƐƚŝĐŬŝŶŐ
out, razor sharp, and I thought  ‘wait just a minƵƚĞ ? ?35 
In reducing the bull to a cartoon character, with no life beyond the frame and an undeniable 
essential aggression, Bully for Bugs ĞĨĨĞĐƚŝǀĞůǇ ‘ĨůĂƚƚĞŶƐ ?ƚŚŝƐĐŽŵƉůŝĐĂƚĞĚŵŽƌĂůƐƚƌƵĐƚƵƌĞ ?dŚĞďƵůůŝƐ
literally a two-dimensional character, and his arrogance and rage place him in line with such classic 
Bugs rogues as Yosemite Sam and the Tasmanian Devil. Bugs specialises in turning the tables on 
these kinds of foes: ^ĂǀŽǇĚŝƐƚŝůƐƚŚĞ ‘ďĂƐŝĐƉĂƌĂĚŝŐŵ ?ŽĨĂůůƚŚĞƌĂďďŝƚ ?Ɛ ĐĂƌƚŽŽŶƐƚŽ ‘ƚŚĞŝŶƚĞƌǀĞŶƚŝŽŶ
of ǁŝůǇƚƌŝĐŬƐƚĞƌŝŶŐŝŶƚŚĞŽďƐĞƐƐŝǀĞ ?ďůŝŶĚůǇĚĞƐƚƌƵĐƚŝǀĞ ?ĚĞƐŝƌĞŽĨŚŝƐŽƉƉŽŶĞŶƚƐ ? ?36 and an equally 
recurrent aspect of the ƵŐƐ ? typical narrative, as developed by Chuck Jones,37 is that he never 
ŝŶŝƚŝĂƚĞƐƚŚĞĐŽŶĨůŝĐƚŚŝŵƐĞůĨ ?ŽŶůǇĚĞĐůĂƌŝŶŐ ‘ǁĂƌ ?ŽŶĐĞŚĞhas been sufficiently provoked. The bull is 
unambiguously the chief aggressor here, with Bugs responding in kind. The casting of Bugs, as 
initially innocent as ever, in the role of the matador, with the bull as one of his typically aggressive 
and overconfident adversaries, drastically simplifies the complicated real-world relationship 
between the two parties, and with it their relative moral standing, as it reshapes them to 
ĂĐĐŽŵŵŽĚĂƚĞƵŐƐ ?ƐƚĂƌƉĞƌƐŽŶĂĂŶĚŝƚƐĂƚƚĞŶĚĂŶƚƐƚŽĐŬŶĂƌƌĂƚŝǀĞ ? 
                                                          
35 Chuck Jones, interviewed by Michael Barrier in the commentary for Bully for Bugs on the Looney Tunes 
Golden Collection Vol. 1 DVD (2003). 
36 Savoy, p. 196. 
37 Jones, quoted in Furniss (ed.), pp. 49-50. 
There is an argument to be made that the conflict in this particular short is more nuanced 
than it appears, and somewhat more ambiguous than the average bout between Bugs and, say, 
Yosemite Sam. After all, the rabbit technically strikes the first blow here, striking the bull with a light 
ƐůĂƉƚŽƐƚŽƉŝƚ ‘ƐƚĞĂŵŝŶŐƵƉ ?ŚŝƐ ?ƚĂŝů ? ?DŽƌĞŐĞŶĞƌĂůůǇ ?Abel also ĂƌŐƵĞƐƚŚĂƚĚĞƐƉŝƚĞ:ŽŶĞƐ ?ĐůĂŝŵƚŚĂƚ
 ‘he always begins his Bugs cartoons with the central character minding his own business  ? ? ?ƵŐƐ ?Ɛ
 “ŝŶŶŽĐĞŶƚ ?ďĞŚĂǀŝŽƵƌŝƐŽĨƚĞŶĨƵŶĚĂŵentally subversive ? ?38 and while we have seen earlier in this 
article that this is indeed the case, the two are far from mutually exclusive. Enough focus is placed 
ŽŶƚŚĞĂĐĐŝĚĞŶƚĂůŶĂƚƵƌĞŽĨƵŐƐ ?ĂƌƌŝǀĂůĂŶĚŚŝƐƉĂƐƐŝǀĞƐƚƌŽůůƚŚƌŽƵŐŚƚŚĞƌŝŶŐ ?ĂƐǁĞůůĂƐƚŚĞďƵůů ?Ɛ
ǀŝŽůĞŶƚĂƚƚĂĐŬĂŶĚƚŚĞĐƵƐƚŽŵĂƌǇĚĞĐůĂƌĂƚŝŽŶƚŚĂƚ ‘ƚŚŝƐŵĞĂŶƐǁĂƌ ? ?ƚŚĂƚƚŚĞƐƵďƐĞƋƵĞŶƚĐŽŵƉůĞƚĞ
travesty of bullfighting as an institution is framed purely as a response to a perceived injustice. 
ůƚŚŽƵŐŚ ‘ŝŶŶŽĐĞŶĐĞ ?ŵay be the wrong word, given the glee with which Bugs torments his 
opponent, this framing preserves his essential morality, and with it his likability. Several other 
ĨĂĐƚŽƌƐƐĞƌǀĞƚŽĐŽŵƉĞŶƐĂƚĞĨŽƌƚŚŝƐĂƉƉĂƌĞŶƚĂŵďŝŐƵŝƚǇŝŶƵŐƐ ?ŵŽƚŝǀĞƐ ?&ŝƌƐƚůǇ ?Jones seems to be 
working extra hard here to establish the bull as a viable threat. In addition to its dramatic entrance 
ĂŶĚƚŚĞŵĂƚĂĚŽƌ ?ƐƚĞƌƌŝĨŝĞĚƌĞƐƉŽŶƐĞ ?ƚŚĞďƵůůŵĂŶĂŐĞƐƚŽŝŶĨůŝĐƚ ?ĂƐdĞůŽƚƚĞƉƵƚƐŝƚ ? ‘ĂŶƵŶƵƐƵĂů
ŶƵŵďĞƌŽĨůƵŵƉƐ ? upon Bugs,39 ǁŚŽůŽƐĞƐĂƐŵĂŶǇ ‘ƌŽƵŶĚƐ ? as he wins.  Jones attributes this to his 
understanding of ƚŚĞŝŵƉŽƌƚĂŶĐĞŽĨĞŵƉĂƚŚǇŝŶĐŽŵĞĚǇĂŶĚƚŚĞŶĞĞĚ ‘ƚŽƵŶĚĞƌƐƚĂŶĚĞŝƚŚĞƌƐŝĚĞ ? ?
ŽďƐĞƌǀŝŶŐ P ‘dŚĂƚ ?ƐǁŚǇBully for Bugs was a particularly good Bugs Bunny, because the losses were 
ĞƋƵĂůůǇƐŚĂƌĞĚ ?ƵŐƐŚĂĚĂůŵŽƐƚĂƐŵĂŶǇƉƌŽďůĞŵƐĂƐƚŚĞďƵůůĚŝĚ ? ?40 The rabbit, who has elsewhere 
remained calm in the face of vampires, alien invaders, and the business end of a rifle, even seems 
genuinely frightened for his life as he is pursued by the bull, now endowed with the ability to fire 
bullets from his horns following a trap gone awry. Further, the fact that the bull is not only drawn 
but also caricatured and to a ĚĞŐƌĞĞĂŶƚŚƌŽƉŽŵŽƌƉŚŝƐĞĚĐƌĞĂƚĞƐĂƉŽƚĞŶƚŝĂů ‘ďƵĨĨĞƌ ?ĨŽƌŶŐůŽƉŚŽŶĞ
ĂƵĚŝĞŶĐĞƐǁŚŽŵĂǇĨŝŶĚƌĞĂůďƵůůĨŝŐŚƚƐĚŝƐƚĂƐƚĞĨƵů ?ĂƐ,ƵŐŚ<ĞŶŶĞƌƉŽŝŶƚƐŽƵƚ ? ‘ŝĨǁĞĚŽŶ ?ƚƚŚŝŶŬŽĨĂ
bull the cartoon gets trivial, whereas thinking of a beast in pain expels us from the cartoon world. 
ƵƚƚŚĂƚŝƐŶŽƚĂďĞĂƐƚ ?ƚŚĞƌĞĨŽƌĞŶŽƚŝŶƉĂŝŶ ?ŝƚ ?ƐĂǁŽŶĚƌŽƵƐĂƌƌĂŶŐĞŵĞŶƚŽĨůŝŶĞƐĂŶĚĐŽůŽƌĂŶĚ
ŵŽǀĞŵĞŶƚ ? ?41 dŚŝƐǀŝĞǁŶĞĂƚůǇƐƵŵŵĂƌŝƐĞƐƚŚĞ ‘ĨůĂƚƚĞŶŝŶŐ ?ĂƉƉƌŽĂĐŚBully takes to the ambiguities of 
the art form it co-opts for its comedy. Watching a real bullfight one may make the decision, as Jones 
initially did, to sympathise with or support the bull, or at least to acknowledge the moral 
complexities and debates surrounding the institution. Bully for Bugs, as a cartoon, though, and, more 
specifically, as a Bugs Bunny cartoon, cannot allow for any other reading without compromising the 
established persona of its star. 
                                                          
38 Abel, p. 192. 
39 Telotte, p. 172. 
40 Jones, quoted in Furniss (ed.), p. 51. 
41 Kenner, p. 33. 
 The cartoon depicts the battle between Bugs and the bull, but it is also the site of a conflict 
between two highly ritualised cultural forms: the bullfight itself, and the Bugs Bunny cartoon, a 
ĨŽƌŵƵůĂŝĐŶĂƌƌĂƚŝǀĞďƵŝůƚĂƌŽƵŶĚƚŚĞƉĞƌƐŽŶĂŽĨŝƚƐƐƚĂƌ ?ƌƵĐŝĂůƚŽƚŚŝƐĨŽƌŵƵůĂ ?ŚŽǁĞǀĞƌ ?ŝƐƵŐƐ ?
success, and as such he is granted both the moral high-ground and victory over his enemy. Because 
his victory must be predicated on the ridicule of his opponents and the subversion of cultural 
conventions, it necessitates the almost complete dismantlement of the bullfight, with the defeat of 
the bull being the only point where the Bugs Bunny cartoon and bullfighting narrative converge. In 
the performative space of the arena, victory is also inextricable from stardom, and so the audience 
cheer and reward Bugs for his mockery of the art form they have turned out to see. Faced with a 
baying crowd, Bugs enacts his cartoon star persona, and the bullfight has no choice but to buckle 
ďĞŶĞĂƚŚŝƚ ?dŚĞƌĂďďŝƚ ?ƐĐŽŶƚƌŽůŽǀĞƌďŽƚŚƚŚĞĂƌĞŶĂĂŶĚƚŚĞĐĂƌƚŽŽŶŝƐŵĂĚĞĞǆƉůŝĐŝƚƵƉŽŶŚŝƐ
victory, when he commands the film to finish simply by holding ŽƵƚĂĐĂƉĞĞŵďůĂǌŽŶĞĚǁŝƚŚ ‘d,
E ? ?dŚĞƌƵůĞƐŽĨďƵůůĨŝŐŚƚŝŶŐ ?ĐŝŶĞŵĂĂŶĚƌĞĂůŝƚǇĂƌĞŵ ĂŶŝŶŐůĞƐƐƚŽĂĐŚĂƌĂĐƚĞƌǁŚŽƐĞƌĞĨƵƐĂůƚŽ
conform is his defining trait. 
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